That which is at the heart of "great literature" plays a subdued role and constitutes an optional cellar in the overall structure. It takes place here in the full light of day; whereas over there it brings about a crowd, here it entails nothing less than a halting of life or death.
-E Kafka Journal, December 25, 1911 They [the Jewish writers] experienced three different kinds of impossibilities (which by chance I name impossibilities of language, but one could give them a completely different name): impossibility not to write, impossibility to write in German, impossibility to write in another language (than German), to which one can add a fourth impossibility: the impossibility to write.
-F. Kafka (quoted in Memmi) I In a speech given at the first Algerian National Colloquium on Culture, M. Lacheraf, a Maghrebian historian and former Minister of National Education, addressed the question of minimal requirements for the development of a Maghrebian culture, asking the following question: "At what level already or yet to be reached, does a national culture cease to be mere entertainment and become as basic as the bread one eats and the air one breathes?" In the context of the post-colonial Maghreb, it is clear that this kind of "culture," as M. Lacheraf realized, was first of all a goal "to be attained." That is why in his speech he subordinated this question and the answer it might receive to a much more radical one. He said:
To search for an answer to this question is once more to ask ourselves if a given terrain can usefully accommodate a culture that is also given; and whether such an operation does not necessitate that this "terrain," that is to say, the mass of people, should first of all be in a position to respond both to the cultural needs that fuel them and to the demands made on them by a small group of their fellows who are better equipped to satisfy these needs? (Algiers, Club des Pins, July 1964) The situation inherited by Algeria at the time of independence is a catastrophic one: in the foreground is a deculturation of the popular masses such that the very notion of a "public" seems like a luxury, or at best a difficult goal to reach; in the background a number of writers, artists (among them filmmakers), and intellectuals are too few and for the most part "acculturated." So not only are the "products" (and the producers) lacking, but so is the "terrain" itself where such products might grow and assume a meaning, mainly the material and objective conditions for the existence of a public. At the time of independence, cultural problems are never addressed in universal and abstract terms of expression and production, but necessarily and always in regional and concrete terms of territorialization or re-territorialization, based on the spiritual and cultural fragmentation the country inherited, in order to found or forge a new "geo-politics." It is a question of attempting to create from scratch, but without improvisation, a new collective "subject," something like a national "entity," on the "debris" of a social and cultural community that has avoided disaster and total dismemberment in extremis. Here every decision, every commitment becomes clearly a 2 Studies in 20th & 21st Century Literature, Vol. 23, Iss. 1 [1999] A certain number of Maghrebian writers understood very well, without always, however, confronting its practical consequences, that in the cultural space in which they had to produce literary or poetic works, they were not dealing with a single language, or even with two, nor were they dealing with "high" or "low" languages, but always, no matter what language they chose, with at least four types of well-differentiated languages:3 A. A vernacular language: "local, spontaneously spoken, made less for communicating, than for communing," consisting essentially of a multiple "play" of languages: maternal languages of the community or of rural origin, including spoken Arabic, Kabyle, and Touareg for example-but also a certain deterritorialized usage, "nomadic" or "typical" of a language that is neither French, nor Arabic, nor Kabyle; a language that is made up of "bits and pieces," alive with sounds stolen, mobilized, "emigrated" from one language to another: a heterogeneous and disparate mix of "proper" or "pure" French, Arabic dialect or Kabyle as spoken in the towns: "Ouach rak bian?" 'So, are you all right?" B. A vehicular language: "national or regional, learned by necessity, aimed at communication in the cities," long monopolized by French, but which has progressively tended to be replaced by Arabic on a national level or in certain sectors (commerce, industry, international relations) by English. The "vehicular" is thus the urban language of political and economic power or, in the words of F. Tonnies in Gemeinschaft and Gesellschaft (1887) , the language of Gesellschaft, that is in the language of the "public sphere" rather than the language of "community." But what is worth noting here is that we find ourselves facing a new "play" of languages: classical Arabic, French, and English.
One more observation regarding the subject is that because it wants to be "universal," as Gobard demonstrates, this kind of language "tends to destroy vernacular languages, whatever their sociolinguistic proximity or their genetic roots." Thus, whatever language it proceeds from, the "vehicular" is always a form of linguistic imperialism, a linguistic Attila, and wherever it passes "the affect of communities," says Gobard, carried by the vernacular (territory, way of life, food, nomenclature) dries up and perishes in the long run. The vehicular is also a language of primary de-territorialization. Being "universal," it wants to be "neutral," "objective," that is a language 6 Studies in 20th & 21st Century Literature, Vol. 23, Iss. 1 [1999] , Art. 11 https://newprairiepress.org/sttcl/vol23/iss1/11 DOI: 10.4148/2334-4415.1460 of "everyone" and "anyone" (qtd. in Deleuze and Guattari, 44) . Some politico-linguistic "malaises" are born of the confrontation, the clash between these two types of languages.' C. A referential language: "functions as an oral or written reference, through proverbs, sayings, literature, rhetoric, etc.," and is destined normally, that is in 'non-dislocated' cultures and societies, to carry out a cultural re-territorialization." Here, we find once again all the languages of the "vernacular," each carrying in its own way a few notations, or fragments of the past, as well as the two main "vehicular" languages: Arabic (the poems and texts of the Emir Abdelkader, for example) and French (the works of Francophone writers, historians, as well as the Archives . . . .).
D. Finally, a mythic language: which "acts as a last resort, a verbal magic whose incomprehensibility is understood as an irrefutable proof of the sacred" (qtd. in Deleuze and Guattari: 10, 44).This language is mainly expressed in the so-called "literary" or "classical" Arabic, as the language of spiritual and religious re-territorialization.
I must note, after Gobard, that all these sets of languages do not share the same spatio-temporal terrain: indeed, the vernacular is the "here and now" of regional and maternal language; the vehicular is the "everywhere" and the "later on" of the language of cities, at once centralizing and prospective; the referential is the "over there" and the "yesterday" of national life; finally the mythic is the "beyond" and the "forever" and "always" of the sacred.
As I said earlier, the fundamental thing is the medium, the language, not the "expression." But that is still too abstract. We must ask ourselves what kind of "machine of expression" can take into account this multiplicity of languages without exploding? What "machine" can "integrate" all the functions performed by these various languages, without crushing or reducing them to an abstract totality? What "machine" is capable of embracing at once so many different terrains and heterogeneous temporalities?
If In the context I have analyzed, it is not the novel, but the theater that would play a role in "the formation" of a national, popular culture. What a writer like Kateb Yacine and a man of theater like Abdelkader Alloula understood well is that while the poet and the novelist often stumble on a word, a dialectal expression, a "national" (trans-individual) trait, popular theater knows virtually no obstacles. Because it is an oral art, the theater can "stage" and set in motion all that is necessary for it and play on various registers: speech, gestures, mime, and music which, even if they are regional, will be able to "merge" the accents and the sayings and tales that will contribute to "narrating" the Nation. It is true that this kind of "merging" will be done with more or less success, talent, or genius, but still with a certain ease that poets and writers-limited as they are by one language-can only dream about. Blessed are the men and women of the Maghrebian theater who can express themselves in all of the country's languages that run through them and nourish their artistic talents. These are languages in which it would be possible to express, even in a confused way, the national "sentiment." There is a difference between writing "Krrr! Krrrr! ," as in Kateb Yacine's Nedjma, which does not mean much to a Francophone reader (in spite of the translation at the bottom of the page, which informs us that this expression means "Confess! "), and hearing an actor say it (19) . How can one account for what is "specific" to the Maghreb when one can only write in the language of the former colonizer? And most of all, which social status will be given to Algerian Francophone writers in a "nation" that is in the process of switching to Arabic? Kafka said: "To snatch the child from the cradle, to dance on a tight-rope." And this is what it is about: to write, to think in a foreign language "like thieves," to submit the dominant language to the craziest of uses, to the wildest of transformations: "L' enteement di firiti i la cause di calamiti!" 'The burial of truths is the cause of calamities.' "To snatch the child from the grave" means to redirect French from its first mooring in order to define and create one's own situation. For the Francophone writers of the Maghreb, there were at first apparently only two possible ways: either one would artificially "enrich" French, stuffing it with all the resources of a "delirious" symbolism, onirism, and allegory, as in the works of Mohammed Dib, Rachid Boudjedra, and to some extent Fares; but in the end such efforts meant "a desperate attempt at symbolic re-territorialization, based on archetypes of sex, blood, and death, which only accentuates the break with the people" (Deleuze and Guattari 34) . Or one could opt for the ultimate in sobriety and stylistic "poverty"; towards "white" writing or the zero degree of writing-that of Boudjedra in L'escargot entete, Dib's poems, Mouloud Mammeri's novels, or Assia Djebar's Le Blanc de l'Algerie, for example.
That said, it would be a surrender to remain at the level of such grand generalizations. Such a path has led me to see more and more
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Studies in 20th & 21st Century Literature, Vol. 23, Iss. 1 [1999] Jean Luc Nancy's own words, "mything thought" (la "pensee mythante"), which is not "different from the thought of a founding thought, or the foundation through fiction": writing remains contemporary and synonymous with laying the ground for the nation to come. With the authors I have cited, far from being adverse to one another, the two movements of mything and thinking converge into a "mythical idea of myth": art, poetry, and creative imagination are invoked in order to promote the formation of "Algeria," that is, an Algeria "to come" that the "new man," according to Fanon, was supposed to achieve and "realize." In this sense, what characterizes this "epoch" is that the myth it creates is not (yet) susceptible of being analyzed according to another truth that is foreign to its own, and consequently especially not in terms of "fiction" : to write the "fiction" of Algeria is to write "Algeria," is to give (oneself) an Algeria which, although "mythical," is not less real or "authentic"
because it is (still) "necessary"-and it is necessary because it is desired, desirable, and "narratable." Seized within the twisted logic of mythical autofiction, the myth will no more present itself as the "itself." Therefore, we have the relatively happy times when the decolonized writer sincerely feels that he or she is participating in the effort of national "edification": what he or she "narrates" about Algeria (through myth) is "true" and this truth that mythical fiction has conferred upon the myth of Algeria (as a unified narrated country) only reinforces itself during the first decade following independence. It should be noted, though, that at the same exact moment when this narrative of foundation takes place, a voice of dissonance starts to emerge, and does not take long before it makes itself heard. It is, it seems to me, with the work of Nabile Fares that this voice finds its first literary expression in the Maghreb. I am according a special position to Fares's work here, since it is in his work that is formulated for the first time in the Maghreb both "poetically" and "theoretically" what I would call, along with Jean-Luc Nancy, the first "interruption" of the pseudo-founding myths of modern Algeria. With Fares, it is indeed as if the act of writing inaugurated itself out of a radical questioning of the "transparency" and "validity" of myth and mythologizing in general. Indeed, for Fares, the "new myth" whose name is "Algeria" (that is to say that which has succeeded French Algeria) would not be only dangerous, but vain and mislead-
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Studies in 20th & 21st Century Literature, Vol. 23, Iss. 1 [1999] , Art. 11 https://newprairiepress.org/sttcl/vol23/iss1/11 DOI: 10.4148/2334-4415.1460 ing, and this is not only because it would be fictional and would not account for the "real" Algeria or the Maghreb, but mainly because it would be essentially blind to what constitutes it as an "originary" myth and/or "myth of the origins." Fares's great discovery was "forgetfulness," that which the "nation," every nation, owes to myth and the process of "fictionalization" that corresponds to it. It is, at the same time, the realization that the appeal to the power of myth, whether it is "poetic" or "political," is always two-sided: here, the "narrative of foundation" (myth) and "fiction" are but one:
The explanatory great forgetfulness is what (only) a poetics can make heard. Kateb Yacine has expressed this poetics of Algeria in Nedjma, in spite of the fact that Nedjma is only the first approach to the poetic Algeria. To put it differently, the trap of Algeria was her beauty, and, nowadays, the trap of Algeria continues to be a realist vision. This is because any real approach to Algeria-ARTISTICALLY SPEAKING, POETICALLY SPEAK-ING -can only be the discovery of the allegorical reality of the beauty of Algeria. (Fares 35) By noting that the Algeria of Kateb Yacine comes from a "poetics" and that the latter is but a "first approach," Nabile Fares showed, at the beginning of the 70s, that he was not duped by the "allegorical" character of Algeria, as he says, that is to say the "mythical" aspect of a certain construction of the Algerian (a)historical reality. In the same way, he denounced what a certain mythological "realism," or in other words, how a certain naiveté towards the "fantasizing" power of myth could be dangerous for the "emerging" Nation. It is this particular "sensitivity" to the power of allegory that gives Fares's work a very particular status in contemporary Maghrebian literature. His work marks a turning point and "anticipates" the "tragedy" that will follow in Algeria. This is why we will witness (we the inhabitants of the peninsula) the passage from an allegorical reality to an allegory that has become reality. Hence our unmeasured hope; to see artistic expression offer reality a density that it has not yet obtained. (37) A good disciple of Fanon and of James Baldwin, his mentor in Un Passager de l'Occident, Fares still believed in the power of the artist's "myth" within the framework of the Nation; he still believed in the power of an independent Algeria to conduct its "second" revolution-that is, a revolution of mentalities: "The artist today is very important," he wrote, citing James Baldwin, "for he makes it possible to impose realities. He is capable of changing mentalities." But at the same time Fares knew the risk that a certain "realism" would ultimately carry him away, and that was why he added, quoting . . . James Baldwin: "I even believe that it is too late. They are too stupid . . . and they have killed all my friends" (38) .
With writers like Fares-but we could show the same thing with others, such as Khatibi in Morocco, Meddeb in Tunisia, or Assia Djebar in Algeria-we begin to notice not only a simple "denunciation" of such and such national "myth" as a "passage from an allegorical reality to an allegory becoming reality," but also its "interruption." With these writers, and this is the third movement or "moment" I mentioned, the myth (of the Nation) is going to be "interrupted." Through this interruption, the voice of an "incomplete" community will emerge and be able to speak "like the myth" without being a mythical speech: "There is, then," as Jean-Luc Nancy says, "a voice of interruption, and its schema is imprinted in the rustling of the community, which is exposed for its own dispersion.. .. There is a voice of the community that articulates itself within the interruption and by the interruption itself" (qtd. in Fares 156) .
In Algeria, this "voice" (of interruption) is literature, and it is the writers who will assume responsibility for it. It is the voice of a literature that will become more and more irreconcilable, or in the words of Maurice Blanchot, "unbecoming," because it is far from reinforcing such and such "myth" of origins, or certain "fictions" of the Nation or of the community, that are always already given; this literature will transform itself into a privileged instrument of the demystification or rather of the de-mythification of a nation that has been reduced to being but the cultivation of a state that has not been able to meet its task.' Hence, what remains to be shared will not be the one "nation," unique and unified; neither will it be the communion or even the completed identity of all in each one, "but the sharing itself and, consequently, the non-identity of all, of each one with himself and with others, and the non-identity of the oeuvre with itself, and of literature, at last with literature itself" (qtd. in Fares 164).
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